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Abstract 
While there is already a solid body of work on the lived dimensions of citizenship, little is 
known about whether artistic performance in popular culture and the arts can constitute a site 
for staging and contesting citizenship. In this paper, I argue that the literatures on voice and 
citizenship need to pay more attention to what performance studies approaches can offer to 
the study and understanding of practices of citizenship, and suggest that an expanded notion 
of voice as an act of self-expression, which is not purely discursive, is needed for 
understanding citizenship as embodied and expressive practice.  By combining interview data 
with textual analysis, I employ performance tools and concepts from performance studies to 
analyse how citizenship is staged and contested in the documentary film Wait and the 
performance Welcome to Dreamland. 
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Staging citizenship ± artistic performance as a site of contestation of citizenship 
Introduction 
This paper considers citizenship as embodied and expressive practice through analysis of the 
work of artists with a migrant or refugee background. Although there is already a significant 
body of work on the lived and embodied dimensions of citizenship (e.g., Isin and Neilson, 
2008; Isin, 2009), little is known about whether artistic performance can constitute an arena for 
struggles and contestations of meanings and practices of citizenship (exceptions include 
Marciniak and Tyler, 2014; Iannelli and Musaró, 2017).  Theoretically, this paper aims to 
demonstrate the value of employing concepts from the field of performance studies as tools to 
examine how citizenship is staged and contested through artistic performance. The argument 
is supported by interview data from UK-based artists with a migrant or refugee background 
and the textual analysis of a performance and a film. Media and cultural studies approaches 
have shed light on the ludic and embodied dimensions of citizenship in a range everyday life 
contexts (Livingstone and Lunt, 1994; Stevenson, 2003; Dahlgren, 2009; Hartley, 2010). 
However, there have been few attempts to apply analytical tools and concepts developed in the 
field of performance studies to the study of cultural citizenship. The work of artists with a 
migrant or refugee background deserves empirical attention because they are particularly 
interested in producing work that is thematically concerned with debates on migration, asylum 
and belonging, and with the articulation of struggles for inclusion and recognition in the body 
politics (Marciniak and Tyler, 2014). This is not to say that the expression of citizenship in 
artistic performance needs to be confined to the practices of artists with a migrant or refugee 
background or minority artists.  
This research draws on a sample of 16 interviews with UK-based artists with a migrant or 
refugee background whose work is thematically concerned with themes of migration, asylum 
and belonging. My main objective was to achieve a balance between established and emerging 
artists working in various performing arts (dance, film, theatre, performance art, digital media 
art) and to capture diversity of ethnic backgrounds, gender, trajectories of migration, and 
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professional experiences. Through the interviews I aimed to gain an understanding of the ways 
in which the artists use their artwork to express something that matters to them around issues 
of migration, asylum, and displacement and their views of citizenship. Thematic analysis of 
the interview transcripts drew on conceptual work on civic agency, aesthetics and performance, 
while also allowing for the emergence of themes from WKHLQWHUYLHZHH¶VRZQaccounts. For the 
purposes of this paper, I offer textual analysis of a performance (Welcome to Dreamland) and 
a short documentary film (Wait) and focus on interviews with three artists, Zlata and Anna, 
respectively the performer and theatre director of Welcome to Dreamland, and Havi Ibrahim 
who directed the film Wait. I WUHDWERWKWKHILOPDQGWKHSHUIRUPDQFHDVµWH[WV¶WRLVRODWHDQG 
analyse some of their formal characteristics (e.g., mise-en-scene, acting, plot and subject-
matter). $GRSWLQJWKHDSSURDFKRIµDQDO\VLVDVUHFRQVWUXFWLRQ¶3DYLV-11), I combine 
textual analysis of Welcome of Dreamland and Wait with interview accounts of the DUWLVWV¶ 
intentions and experiences of the µPDNLQJRI¶RIWKHILOPDQGthe performance. Here, I intend 
to illuminate both the aesthetic devices, performance strategies and subject-matter of each 
artwork within particular conditions of cultural production and reception. The paper starts by 
showing how approaches citizenship as communicative action in the field of media, 
communication and cultural studies offer a useful analytical lens to understand citizenship as 
embodied and expressive practice. It then goes on to argue that this scholarship needs to pay 
more attention to what performance studies approaches can offer to the study and 
understanding of citizenship, and that an expanded conception of voice as an act of self-
expression, which is not wedded to the written word, is crucial for understanding practices of 
citizenship. By combining interview data with textual analysis, I support this argument by 
deploying concepts from performance studies in the analysis of how citizenship is staged and 
contested in the documentary film Wait and the performance Welcome to Dreamland. 
 
Citizenship as communicative action 
Within the social sciences and cultural studies, citizenship is increasingly conceived as an act 
or practice rather than a status. It is now acknowledged that there are many sites and scales 
through which actors can constitute themselves as claimants and subjects of rights (Isin and 
Nielson, 2008). The literature on µinclusive citizenship¶ (see, e.g. Tambabaki, 2016; Mayblin, 
2016), for example, emphasises how exclusions are articulated through the language of 
political rights and the political practices and lived everyday experiences that challenge citizen 
politics in a variety of sites and scenes. This is illustrated by the struggles of migrants as 
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noncitizens to access citizenship rights.  In contrast with approaches that focus on struggles for 
formal membership or better inclusion in the body politic, cultural studies and media and 
communication scholars examine the relation between citizenship and culture. Citizenship is 
here understood primarily in terms of civic engagement within and beyond traditionally defined 
sites of formal politics. Stevenson (2003) and Dalghren (2009), for example, posit that 
citizenships as a social practice involves a dimension of learning in everyday life. . For 
Dahlgren (2009: 72) µ« FLWL]HQVKLS LW LV LQ SDUW D TXHVWLRQ RI OHDUQLQJ E\ GRLQJ
acknowledging that such civic competence cannot derive exclusively from political society 
blurring the boundary between politics and nonpoOLWLFV¶ An underlying assumption here is that 
people learn citizenship in everyday life and through civic interactions and participation in a 
political culture. Stevenson (2003: 22) sees cultural citizenship as being underpinned by 
µgenuinely communicative interests and SDVVLRQV¶ and argues that µD communicative civil 
society would produce a cultural citizenship where the public were capable of learning from 
RQH DQRWKHU¶V YLHZSRLQWV¶ These conceptions of citizenship as a cultural practice  draw 
attention to the horizontal dimensions of citizenship, which emphasise relations between 
citizens in the realm of everyday life experiences, rather than  state-individual relations 
(Hartley, 2010; Dahlgren, 2009; Clarke Coll, Dagnino and Neveu, 2014). This scholarship has 
also shown that practices of citizenship are not always circumscribed to political spaces and 
that media and popular culture are important sites of citizenship because civic virtues can be 
learned, for example, through the consumption of Reality TV and commercial pop culture 
(Hartley, 2010: 239; Coleman, 2006). Such approaches emphasise the ludic, embodied and 
expressive dimensions of practices of citizenship. Hartley (2010), in particular, proposes the 
QRWLRQRIµVLOO\FLWL]HQVKLS¶to conceptualise citizenship as purposeful play, DVµDERG\-to-body 
H[SHULHQFH FRPHGLF DQGFRPSHWLWLYH HQWHUWDLQLQJDQG IHVWLYH¶ (2010: 243). Hartley (2010: 
234) is critical of abstract legal definitions of citizenship that disregard embodied forms of 
knowledge and argues that FLYLF SDUWLFLSDWLRQ µQHHGV WR EH DQDO\VHG E\ PHDQV RI ± SOD\¶
(Hartley, 2010: 244), which encompasses the civic and cultural activities of people (e.g., 
migrants, children) who are often excluded from formal definitions of citizenship.  In this 
paper, I aim to complement these approaches by bringing this perspective on expressive 
practices of citizenship into dialogue with theatre and performance studies scholarship. 
Performance, voice and visibility 
Performance studies offers significant insights, concepts and analytical tools to examine the 
relation between voice, artistic performance and citizenship. As Conquergood (2002) notes, 
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µthe constitutive liminality of performance studies lies in its capacity to bridge segregated and 
differently valued knowledges, drawing together legitimated as well as subjugated modes of 
inquiry¶ Taylor (2003) argues that the repertoire - as performed and embodied practice 
(performances, gestures, orality, singing, dancing) - is concerned with the transmission of 
social knowledge, memory and identity, but cannot be captured through the archive, which is 
based on written modes of storing and transmitting Western modes of knowledge (texts, 
documents, buildings, bones). In methodological terms, 7D\ORU¶V(2003) conceptualisation of 
expressive and embodied culture means shifting the analytical focus from the discursive to the 
µperformatiF¶ to avoid reducing gestures and embodied practices to narrative and textual 
description. For Taylor (2003: 3) performance is both the object of analysis (dance, theatre, 
rituals, funerals, political rallies) and a methodological lens that enables the analysis of events 
as performance. 7D\ORU¶s conceptualisation of the repertoire is significant for the argument 
proposed in this paper because it offers the possibility of treating performance as a collective 
experience while drawing the analytical lens to the non-representational and non-verbal 
dimensions of the repertoire. Similarly, Reinelt sees performance as a mode of knowing the 
world grounded in the imaginative capacity of the arts to transform the terms in which 
audiences understand the world and provides theatrical tools that offer new visions of the world 
(Reinelt, 2006: 83). PHUIRUPDQFHVWXGLHVVFKRODUVDUHFRQFHUQHGZLWKWKH³OLYHQHVV´RIWH[WV
architecture, visual arts, rituals, dances even when dealing with media or archival materials. 
For Schechner (2103) performance studies regard whatever is studied as practices, events and 
behaviours. I argue here that performance studies offer useful concepts and analytical tools to 
study the role of voice in practices of citizenship. Voice is crucial for debates on citizenship 
because the understanding of citizenship as a form of civic engagement and communicative 
action is deeply connected to the issue of participation in social and cultural spheres, including 
the question of who gets to participate in the public sphere and who is excluded. Fraser reminds 
us that SDUWLFLSDWLRQPHDQVµEHLQJDEOHWRVSHDNLQRQH¶VRZQYRLFH, and thereby simultaneously 
WRFRQVWUXFWDQGH[SUHVVRQH¶VFXOWXUDOLGHQWLW\WKURXJK LGLRPDQGVW\OH¶ (Fraser, 1992: 126) 
(italics added for emphasis). In the field of media, communication and cultural studies there is 
now a burgeoning literature on voice (e.g. Couldry, 2010; Dreher, 2010; Christensen and Thor, 
2017; Cabanes, 2017) which explores how particular media forms amplify or ignore 
marginalized, diasporic and migrant voices in a range of communicative spaces. This 
scholarship emphasises both what Couldry (2010) calls the first order of voice as the process 
of giving an account of oneself and the second order of voice, that is, the conditions and forms 
of organizing human life in which the value of voice is enhanced or diminished.  
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This literature has not been necessarily been concerned with the performative dimensions of 
voice as an act of self-expression. &RXOGU\¶V LQIOXHQWLDO DSSURDFK is underpinned by an 
understanding of voice in terms of the narrative resources that are available for individuals to 
JLYHDQDFFRXQWRIRQH¶VOLIHDQG its conditions. Couldry recognizes that voice is an embodied 
process that involves reflexive agency, however, his approach emphasises voice as a social 
process predicated on narrative, which µLQYROYHVIURPWKHVWDUWERWKspeaking and listening, 
that is, an act of attention that registers the XQLTXHQHVVRIWKHRWKHU¶VQDUUDWLYe¶&ouldry, 2010: 
9) (italics added for emphasis). MLVVLQJIURP&RXOGU\¶VDSSURDFK and, more generally, in the 
literature on voice is a consideration of the performativity of voice, i.e., the expression of voice 
as an appearance that is sensed as much it is heard and seen.  With some exceptions (e.g., 
Christensen and Thor, 2017), approaches to voice remain grounded on an understanding of 
voice as visual or verbal storytelling, and the idea of textuality as a mode of communicative 
practice that provides a model for all other forms of cognitive practice and social interaction 
(see Gilroy, 1994: 77). Less attention has been paid to articulations of voice as forms of 
embodied expression such as intonation, silence, body tension, arched eyebrows, or blank 
stares ZKLFKVLJQLI\DV%XWOHUSXWVLWµLQH[FHVVRIDQ\SDUWLFXODUZULWWHQRUYRFDOL]HG
DFFRXQWRIZKDWWKH\DUHDERXW¶In contrast, performance studies scholarship has shown is that 
the repertoire can offer a space of transgression for resisting the archive, which is often 
experienced as oppressive by marginalized groups (Boal, 2000; Conquergood, 2002; Taylor, 
2003; Rovisco, 2010). Against this backdrop I argue that artistic performance, both as cultural 
form and embodied practice, is an important site for studying and understanding citizenship in 
relation to the exercise of voice as a political act of self-expression. One of the contributions 
of this paper is precisely to suggest that the literatures on voice and citizenship need to pay 
more attention to the performative dimensions of voice in popular culture and the arts.  
Contestations of citizenship in artistic performance are, as we shall see, concerned with the 
exercise of voice; i.e., who gets to be seen and heard in public life; who gets to appear and be 
visible in public life and who does not.  
Articulations of voice as acts of self-expression are made visible through artistic performance 
in particular forms of visibility (Thompson, 2005: 35). These can be sensed and experienced 
in the ways in which people gain presence amongst others through µJHVWXUHVDQGFRQGLWLRQV
LQKHUHQWWRWKHSHUIRUPDWLYLW\RIDSSHDUDQFH¶ (LaBelle, 2018: 30). If artistic performances are 
about making visible actions, practices, and behaviours that are relational and self-conscious 
(see Schechner, 2003), then we need to direct the analytical lens to the nexus between visibility 
and invisibility. We need to ask, for example, in which ways artistic performances succeed in 
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FDOOLQJRQSXEOLFDWWHQWLRQWKURXJKZKDW'D\DQFDOOVUHIOH[LYHµDFWVRIVKRZLQJ¶What 
oblige the audience to ask the question, "Why is this being shown at all? Why is this brought 
WRP\DWWHQWLRQ"´(Dayan, 2009: 26). We also need to ask in what ways practices and forms of 
YLVLELOLW\RIDUWUHQGHUµYLVLEOHZKDWKDGQRWEHHQ¶5DQFLHUH 
Staging citizenship ± ghosts, whispers and voice 
The artists I interviewed are concerned with the aesthetic means available to represent lived 
experiences of migration and displacement including questions of voice and visibility. Who 
has the right to speak for migrants and refugees? Who has access to cultural dialogue and who 
has not? What aesthetic devices are appropriate to represent experiences of migration and 
displacement?  Verbatim productions, which are an important genre in refugee performance, 
seek, for example, to make visible WKHµEDFNVWRULHV¶ behind the perilous journeys of migrants 
or the inhumanity of the asylum system, to bring to the fore the truth of personal testimony 
(Gilbert and Lo, 2007: 191-192). In contrast, my interviews suggest that the artists are more 
concerned with the representation of personal histories of migration and asylum to uncover, to 
make visible what is already there (italics added for emphasis) -  i.e., those lived experiences 
of migration or displacement that remain invisible and unheard in public life. This act of 
making visible µwhat is already there¶ but remains unseen can be understood through the 
performance tool of µghosting¶. This notion suggests that features of previous performances 
and components from social and political life (gender conventions, racial histories, political 
and cultural pressures) are consciously or unconsciously acknowledged and displayed in every 
performance (Diamond, 1997). For Taylor (2003), performance rests on µthe notion of 
JKRVWLQJWKDWYLVXDOL]DWLRQWKDWDFWVSROLWLFDOO\«3HUIRUPDQFHPDNHVYLVLEOHIRUDQLQstant, 
live, now) that which is already there: the ghosts, the tropes, the scenarios that structure our 
LQGLYLGXDODQGFROOHFWLYHOLIH¶ 
Artistic performances concerned with practices of citizenship can be understood in terms of a 
visualisation of citizenship that acts politically ± i.e., performances that make visible real life 
struggles for inclusion in the body politics. A consistent thread in the interviews is the 
recognition that migrants and displaced people gain presence in public life through narratives 
that construct them as abject subjects (Tyler, 2013) and security threats (Rovisco, 2014). In this 
context, the arts are seen not only as a site of contestation of these stories and exclusionary 
narratives of citizenship, but also as a communicative space where marginalized voices can be 
heard and valued. Ghosting, as a performance tool, aims to make visible voices that are hidden 
or distorted by mainstream media representations of migration and displacement.  While  most 
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of the people I interviewed self-identify as artists with a migrant background, it is noteworthy 
that they do not always aim to create spaces where the voices of µRWKHUV¶ (e.g. refugees, asylum-
seekers) can be heard in their own right. The possible othering of the subjects of representation 
XQGHUWKHFDWHJRULHVµYLFWLPV¶RUµRSSUHVVHG¶ is a predicament faced by artists (migrant and 
otherwise) who use performance tools to tell personal stories of asylum and migration. The 
work of these artists is often impelled by moral outrage at a punitive asylum system and can be 
seen as a form of ethical practice DQG WDNLQJ UHVSRQVLELOLW\ IRU WKH µRWKHU¶ (Burvill, 2008). 
However, these artists risk being caught in what Salverson (2009) has called a µDHVWKHWLFRI
LQMXU\¶$UWLFXODWHGSULPDULO\ZLWKLQSHUIRUPDQFHVLQSRSXODUWKHDWUHWKHµDHVWKHWLFRILQMXU\¶
re-tells the stories of others by playing out a discourse of victimhood, which codifies the very 
powerlessness and violence they seek to address. Stories and images of injury can be 
problematic because when the subjects of representation (migrants, refugees) are constructed 
as victims or oppressed there is a risk that audiences perceive them purely as subjects deserving 
pity and lacking agency. While the artists I interviewed might not be always reflexive about 
the dangers of the aesthetic of injury and of enactments of victimhood (Jeffers, 2008), they are 
crucially concerned with using performance tools to create a communicative space where 
migrant and refugee voices can be valued.   In artistic performance efforts to communicate 
meaning stem not only from the power of scripts (Alexander, 2008: 22-23), but also from the 
arrangement of elements of the scenario, which demand that we pay attention to µWKHPLOLHX[
and corporeal behaviours, such as gestures, attitudes and tones QRW UHGXFLEOH WR ODQJXDJH¶
(Taylor, 2003: 29). The scenario works as a meaning-making paradigm that refers to specific 
repertoires of cultural imaginings and uses conscious strategies of display to conjure a physical 
location, actors, setup and action, which allow for reversal, parody and change (Taylor,2003: 
28-31). In order to illuminate how performance tools, such as ghosting and the scenario, 
consciously display particular struggles for inclusion in the community of citizens, I focus on 
the example of Welcome to Dreamland - a theatre play devised by Anna Ehnold-Danailov, a 
German-Bulgarian theatre director and writer based in London, and Bosnian-born Zlata 
Camdzic and their own personal accounts of devising and performing (in the case of Zlata) the 
piece.  
Welcome to Dreamland is a wordless one-woman show about the dehumanising experiences 
of a female asylum-seeker in the British asylum system. This LVQRWµRQHVWRU\RIRQHZRPDQ
WKDWZHUHDG¶, Anna tells me. It is not a story that is personalised, vocalised or contextualised; 
ZHGRQ¶W know WKLVZRPDQ¶VQDPHRUWKHSHUVRQDOFLUFXPVWDQFHVWKDWOHGKHUWRVHHNDV\OXP
in the UK.  The intentional lack of detail in terms of character construction and plot is poignant 
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because it is intended to force audiences to become more reflexive about what it means to be a 
displaced woman in the context of the British asylum system. Anna refuses to provide 
audiences with a secure sense of knowing or an ultimate truth (see Burvill, 2008: 241). As 
Anna puts it: 
 µ,ZRXOG like to encourage them [the audience] to think for themselves, to draw 
their own conclusions, to basically build up their RZQVWRULHV «%HFDXVHZH
GHFLGHG«WRWHOODVWRU\WKDWKDVEHHQWDNHQIURPVRPDQ\GLIIHUHQWDFFRXQWVIURP
different women from different cultural backgrounds. That although they have this 
sort of through line, obviously varying tiny details, we found it was covering much 
PRUHWKDQMXVWWHOOLQJRQHYHU\VSHFLILFVWRU\¶ 
In Welcome to Dreamland the affective value of embodiment in communicating experiences 
of asylum is enhanced not by a vocalised account of refugee testimonies, as is the case in 
verbatim dramas, but through the particular arrangements of the scenario where props and 
gestures acquire symbolic significance. In this regard, Anna refers to µWKHJODVVUDPHNLQVIRU
instance, the use of offset pieces and props as symbols for a journey that so many people 
unfortunately have to do. Or for the torture, yeah, for the problems that so many people have 
HQFRXQWHUHGLQWKHLUOLYHV¶6LOHQFH and gestures are, therefore, part of the telling and should 
not be seen as signifying invisibility, injustice or lack of agency (see Horsti, 2017: 12). In 
artistic performance, as in other political performances (e.g., lip-sewing performances), silence 
can be seen as deliberate communicative action that is performed to convey a subject-position 
or emotion (Horsti, 2017; Tyler, 2013: 101).  
Zlata tells me WKDWWKLVLVDSLHFHDERXWµZKRKDVWKHULJKWWRVSHDN>IRUUHIXJHHVDQGDV\OXP
VHHNHUV@ DQG ZKR GRHVQ¶W¶ It is clear that, at the level of the material performed, being 
voiceless is not the same as not having the ability to speak or to have voice. The image of the 
asylum seeker woman who we see running and stumbling over the glass ramekins is visually 
arresting and powerful because it signifies her agency in her struggles for inclusion in the body 
politic. These struggles are not wedded into the written word. The nameless asylum-seeker in 
the play fights for dignity - we see her applying lipstick and composing her clothes to look 
presentable - as much as she fights for her life as she braves walking over the glass ramekins. 
Yet, this woman does not speak, ultimately, because she cannot speak the English language. 
This is a strong subtext conveyed in this artistic performance.  At the heart of the play is a 
determination to examine from a feminist standpoint the struggles of women asylum seekers 
whose experiences of rape, detainment and torture are neither heard nor seen.  µ:HMXVWZDQW
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WRWHOODVWRU\RIZKDWZRPHQDUHJRLQJWKURXJK¶EHFDXVHµ\RX FDQ¶WVHHWKHP\RXGRQ¶WHYHQ
VHHWKHPEHJJLQJRQWKHVWUHHW¶µ7KHODFNRIZRPHQWKHYLVLELOLW\RIZRPHQLVDVWRXQGLQJ¶
Zlata tells me. She is keen to emphasise that many women asylum-seekers originating from 
countries in the Middle East or South East Asia have few opportunities to escape from abusive 
regimes because they have little access to education and public life, DQGGRQ¶WVSHDN(QJOLVK; 
µZK\ZRPHQGRQ¶WHYHQKDYHDFKDQFHWRHVFDSH"$QGZKHQRQHGRHVLW¶VH[WUDRUGLQDU\,W¶V
extraordinary bravHU\¶ The play humanizes female asylum seekers by illuminating their 
bravery and agency against the backdrop of the inhumane British asylum seeker system and 
repressive home regimes.  
Drawing on Mhurchú (2016: 157) who argues that citizenship is  µDQDFWIRUHJURXQGVsocial 
struggle ZKDW SHRSOH GR UDWKHU WKDQ ZKR WKH\ DUH¶, I argue that Welcome to Dreamland 
performs citizenship in two ways: firstly, at the level of the material presented, through the 
UHSUHVHQWDWLRQRID IHPDOHDV\OXPVHHNHU¶VVWUuggle through the British asylum system, and 
secondly, at the level of the conditions of cultural production, as the artists, Zlata and Anna, 
carve out a communicative space to articulate their own struggles for inclusion and visibility. 
The process of researching, devising and, finally, performing the play becomes also a 
communicative context where Zlata and Anna gain a better understanding of the perils of 
female asylum seekers and become more reflexive about their own struggles for belonging and 
inclusion as migrant artists. The aesthetic option of devising a wordless one-woman show 
reflects the artists own struggles as migrant artists to develop work as non-native speakers. As 
Anna points out: µ=ODWDDQG,DUHQRWZULWHUV:HDUHDOVR not, you know, British. As you know 
WKH(QJOLVKODQJXDJHLVQ¶WRXUIRUWHZHDUHQRWZULWHUVEXWZHDUHSHRSOHZKRFDQWHOOVWRULHV
$QGWHOOLQJVWRULHVGRHVQ
WKDYHWREHWKURXJKZRUGV¶. She is keen to emphasise that  
µwords are very restrictive with accessibility. To start with it would be something 
WKDWLVRQO\WRSHRSOHZKRVSHDNLQ(QJOLVK%XW\RXNQRZ,¶GOLNHWRUHDFKRXWWR
SHRSOHZKRGRQ
WVSHDN(QJOLVKRUZKR¶YHJRWYHU\OLPLWHGJUDVSRIWKH(QJOLVK
language as well. Images are, or have the power, that I think, well maybe, words 
FDQKDYHEXW,GRQ
WEHFDXVH,
PQRWDZULWHU¶ 
The process of researching and devising a play that dramatizes the perils of a nameless female 
asylum seeker in the UK is also significant to the extent in which it created opportunities for 
Anna and Zlata to become more reflexive about their identity as migrants and to develop new 
social interactions with others (refugees and asylum seekers). Zlata, like some of the artists I 
interviewed, admits she speaks from a privileged position ± µ,¶YHJRW British citizenship, this 
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LVP\KRPHLW¶VHDV\IRUPH,¶YHJRWDMRE,¶YHJRWIULHQGVHYHU\WKLQJ,¶YHJRWP\RZQIODW
,¶YHGRQHDPDVWHUV,¶PLQDJRRGSODFH¶<HW at another level, she also identifies with asylum 
seekers and refugees¶experiences of displacement and of being an immigrant. Zlata tells me 
how at a Platforma conference she met µSHRSOH IURP DOO ZDONV RI OLIH ORWV RI LPPLJUDQWV
UHIXJHHVSHRSOH VHHNLQJDV\OXP ORWVRI DUWLVWV DQG%ULWLVKSHRSOH¶DQGRI how she felt an 
immediate connection with some of them. She was particularly struck by her encounter with a 
female refugee playwright with whom she ended up discussing the issue of who has the right 
to write, perform and, ultimately, stand in for refugees and asylum seekers. When this woman 
WHOOV=ODWD WKDW³(YHU\ERG\KDV WKHULJKW*LYHXVDZRUGHYHQ LI LW¶V MXVWDZKLVSHU´=ODWD
WKRXJKWµLPDJLQHLIHYHU\ERG\,NQRZMXVWZKLVSHUHGRQEHKDOIRIWKHVHSHRSOH+RZDPD]LQJ
that would be. And so, for me, I knHZ,¶PJRQQDEHGRLQJWKHSLHFH>Welcome to Dreamland@¶
This anecdote is also illXPLQDWLQJEHFDXVHLWVLJQDOV=ODWD¶VUHFRJQLWLRQRIKHUVXEMHFW-position. 
She realises that as an artist she must speak on behalf of others who are denied access to public 
representation. She feels morally compelled to listen to their stories so as to counter their 
exclusion and invisibility in public life, which is an ethical orientation found in many theatrical 
productions about the treatment of refuges and asylum seekers (see Gilbert and Lo, 2007: 192; 
Gilbert and Nield, 2008).  
In Welcome to Dreamland, speaking up means, literally and metaphorically, both dramatizing 
through the scenario rather than discursively an anonymous ZRPDQ¶VILJKWWKURXJKWKH%ULWLVK
asylum system, and creating an alternative communicative space where abuses of the human 
dignity of female asylum seekers can become visible in public life. By mobilising certain 
performance strategies (e.g., the absence of dialogue, the walking on top of ramekins), the play 
becomes a vehicle IRUDP\ULDGRIZRPHQ¶VVWRULHV that would otherwise remain unheard or 
distorted in mainstream public narratives. The emphasis on performance strategies that play 
out non-discursive registers needs to be understood against a backdrop of political and artistic 
performances in which injured asylum-seeker bodies speak by becoming visible in public space 
(Gilbert and Lo, 2007: 197-198). Lip-suturing protests and hunger strikes are a powerful form 
of political performance where asylum-seekers act out their abjection and find their own voice 
through silent protest. As insightfully noted by Tyler (2013: 101), such protests should not be 
seen as minor disturbances in the public sphere because they are often appropriated, restaged 
and repeated in performance pieces and plays DVDFWVWKDWµIRUPSDUWRIDFULWLFDOSUDFWLFHRI
counter-mapping which creates an unravelled fabric of political resistance with the state and 
beyoQGLWVERUGHUV¶Thus it is important for researchers and artists to ask: who gets to exercise 
voice and whose voices get to be heard through performance? These questions are important 
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QRWRQO\EHFDXVHµVSHDNLQJXSGRHVQRWJXDUDQWHHEHLQJKHDUG¶'UHKHU2010), but also because 
one of the problems of representing or researching the so-FDOOHG µUHIXJHH YRLFH¶ LV WKH
assumption that artists and researchers, who often speak from a subject-position of relative 
SULYLOHJH PXVW JLYH µYRLFH WR WKH YRLFHOHVV¶ RU YXlnerable others. This is a problematic 
normative standpoint that blights scholarship and artists alike. One must not lose sight of the 
asymmetrical and unequal relationship between artists and performers (migrant or otherwise) 
ZKRDFWDVYHKLFOHVIRUµRWKHU¶UHIXJHHDQGPLJUDQW bodies and voices, and those subjects they 
claim to represent and embody by stepping into their shoes.  While artistic performance can be 
an important site of political resistance, one must not assume that all performances concerned 
with marginalized voices or struggles for inclusion and recognition within the community of 
citizens are necessarily progressive or emancipatory. Whereas performance is, as we have seen, 
a collective exercise that can invite critical thinking and challenge the cultural positioning of 
the artists themselves and their audiences (Taylor, 2003), it is also important to consider voice 
as value and ask ± as Musarò (2017: 95) does - in what ways can refugee and migrants speak 
up in order to challenge narratives of VHFXULW\DQGSLW\":KDW³DUFKLWHFWXUHVRIOLVWHQLQJ´FDQ
be established by the performance so that the voices of refugees can come to matter? 
 
Contesting citizenship 
 
In this section, I argue that artistic performances of migration and asylum are not only 
concerned with issues of visibility and exclusions from public representation, but also aim to 
contest µIURPEHORZ¶IRUPDOUXOHVIRULQFOXVLRQDQGH[FOXVLRQ in the body politic, both at the 
level of the material presented and the conditions of cultural production. These contestations 
of citizenship should not be seen purely as an exercise of deconstruction of the contradictions 
of the inclusive/exclusive logic of citizenship (Tyler, 2013: 146). Neither are the artists wanting 
to make public specific grievances and concerns (see Marciniak and Tyler, 2014: 7) to 
influence the government.  Rather, contestations of citizenship are about creating an alternative 
space of expression where the social relationships between µus¶ and µthem¶, µcitizens¶ and µnon-
citizens¶, can be interrogated and re-imagined. The artists I interviewed are particularly 
concerned with using artistic performance as a forum to communicate, affectively and 
intellectually, the harm and injustice that contemporary modalities of citizenship inflict on 
particular social groups and populations (i.e., asylum seekers, refugees, minority communities). 
My argument is that contestations of contemporary regimes of citizenship articulated in these 
artistic performances are, ultimately, about enacting more dialogic forms of engagement and 
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encounter with these groups and populations in specifically artistic spaces as well as other fora 
in public life. What came to light in the interviews is the power of artistic performance and the 
creative imagination to generate humane forms of engagement and dialogue with those who 
are excluded from the community of citizens and labelled DVRXWVLGHUVDQGXQGHVLUDEOHµRWKHUV¶
in mainstream media and political narratives. As collective experiences, artistic performances 
have the potential to bring together a range of interlocutors (artists, subjects of representation, 
audiences) to start new conversations, and to nurture imaginative engagement with experiences 
and images of displacement, migration and citizenship. 
To illustrate how artistic performance can be a site of contestation of regimes of citizenship I 
focus here on how Kurdish-Iranian filmmaker Havi Ibrahim crafts the documentary film Wait 
out of the raw materials of the real-life perils of Hayder, a Kurdish asylum-seeker who waited 
fourteen years for the Home Office to grant him leave to remain. Wait addresses directly in its 
subject-matter the figure of the bogus asylum seeker that is deeply entrenched in the British 
public imaginary (Tyler, 2013). Havi explains that his motivation to film and direct Wait was 
WRFKDOOHQJHWKHSXEOLFSHUFHSWLRQµWKDWDV\OXPVHHNHUVKDYHDQHDV\OLIHKHUHLQ%ULWDLQ² they 
GRQ¶WKDYHWRZRUNWKH\GRQ¶WKDYHWRSD\WD[HVWKH\JHW PRQH\DFFRPPRGDWLRQ¶ He wants 
WRµH[SORUHWKLVIUXVWUDWLRQRI+D\GHU¶VOLIHWRWHOOWKH%ULWLVKSeople and the world that it is 
QRW WUXHZKDW\RXVHHLQWKHQHZVSDSHUVDQGPDJD]LQHVEHFDXVHWKLV LVRQHRIWKHYLFWLPV¶
Havi tells me about the many dehumanising SUHGLFDPHQWVRI+D\GHU¶VOLIH± for example, µKH
ZDVQ¶W DOORZHG WR VWXG\KHZDVQ¶W DOORZHG WREH HGXFDWHGKHZDVQ¶W DOORZHG WR OHDUQKH
ZDVQ¶WDOORZHGWREHIUHH¶ In contrasts to Welcome to Dreamland, the film uses a vocalised 
account, a barely scripted narrative and the power of individual testimony as performatic tools 
to contextualise and meaningfully convey the real-life perils of an asylum-seeker. It is clear 
that Havi wants to do justice to the experiences of Hayder with the truth of personal testimony 
by focusing on a true-life story. An important subtext here is how the limbo condition in which 
Hayder is caught is depicted as a direct cause of punitive and dehumanising British asylum 
laws and policies. Not surprisingly, the film accords Hayder a strong subject position; Hayder¶V 
first-hand account of his experience of the hostile British asylum system is poignant to the 
extent that it accords the subject of representation an opportunity to exercise voice, i.e., the 
possibility to speak by publicly telling his own story and to turn the audience into media 
witnesses. The vocalised account of +D\GHU¶VHYHU\GD\H[SHULHQFHs of asylum goes in tandem 
with a plot that is very loose and cyclical, and a narrative that relies strongly on visual devices; 
for example, the recurrent imDJHRIWKHFKLPQH\RI+D\GHU¶V British house, which punctuates 
the film, alludes well to +D\GHUµV feelings of entrapment and lack of freedom. In one scene, 
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against the backdrop of this image, ZHKHDU+D\GHUVD\LQJµZLWKRXWDGHFLVLRQP\OLIH LVD
OLYLQJGHDWK¶+DYL emphasises the importance of the visual vis-à-vis the script: 
µ«ZLWKWKHYLVXDOWKH\>WKHDXGLHQFH@JHWDEHWWHULGHDEHKLQGWKHUHDOVXEMHFW
because one of the things that I forgot to tell you, when I was directing Wait, I 
GLGQ¶WZDQWWRRYHU-GLUHFW+D\GHUIRUDVLQJOHVHFRQGLQWKDWILOP,¶YHWROGKLP
³,¶PMXVWJRQQDEHWKHUHREVHUYLQJ\RXyou do whatever you want to do, you say 
whatever you would like to say,GRQ¶WZDQWWRJHWLQYROYHGLQWKDWSURFHVV´6R
WKDWPHDQVWKDWGXULQJWKLVPLQXWHVHYHU\WKLQJWKDW\RXVHHLVWUXH,W¶VQRWOLNH
PHPDQLSXODWLQJ WKLVFKDUDFWHU WRVD\ WKLQJVRU WRGR WKLQJV¶. (italics added for 
emphasis) 
By playing up the power of the truth of individual testimony and minimal narrative, Wait 
does more than elicit sympathy from the audience through its imagery of victimhood and 
entrapment. +D\GHU¶s personal narrative of asylum in the cinematic frame sits uneasily 
ZLWK+D\GHU¶VSHUIRrmance and actions beyond the film text. Hayder, the actor and the 
human being, is not someone who is being reduced to the condition of helpless victim 
within the British asylum system, but someone who is empowered and humanized by the 
opportunity to act and exercise his voice beyond the film text.  
For Havi, it was important to let Hayder do and say whatever he wanted so that Hayder could 
be heard not only as a fictional character in the film text, but also in particular contexts of 
reception. The circulation of the film in various contexts of reception such as the television 
channel Arte and several film festivals and public engagement events where the film was 
screened point towards the value of listening in a range of fora. Havi tells me that he took 
+D\GHUWRDQHYHQWRUJDQL]HGE\$PQHVW\,QWHUQDWLRQDOLQ/HHGVZKHUHWKHUHZDVµDGHEDWHRQ
PLJUDWLRQULJKWVDQGZHKDGDSDQHOGLVFXVVLRQ¶+HUHPHPEHUV+D\GHUVD\LQJWKDWWKLVZDV
³WKHILUVWWLPH WKDW,IHHOWKDW,¶PDKXPDQ´ because µhe had received his passport and it was 
very well-received¶. What is interesting here is not only that Hayder felt listened to in a context 
of reception where he had the possibility to enter in cultural dialogue with the audience to 
discuss the film, but also that Havi felt it was important for Hayder to be listened to beyond the 
text7KLVUHVRQDWHVZLWK+RUVWL¶VDUJXPHQW (2017) that watching the documentary films with 
those who had themselves eye-witnessed similar practices of bordering asks researchers 
interested in mediated witnessing to pay more attention to the context of reception: to the where 
16 
 
16 
 
and with whom seeing and knowing happens, because this practice can create more sensitivity 
to listening to and seeing others. 
Contestations of exclusionary practices of citizenship are enacted, as we have seen in this 
H[DPSOH ERWK DW WKH OHYHO RI WKH µWH[W¶ DQG in the context of reception (e.g., in post film 
screening discussions Q & A discussions and political advocacy events) where different 
interlocutors meet and engage in public debate about, for example, what does it mean to be 
excluded from the privileges of citizenship. 
Reinelt (2015: 42) has argued compellingly that WKHDWUHLVµDSRVVLEOHZRUNVLWHIRUGHPRFUDF\
and citizensKLS LQ%DOLEDU¶V VHQVH¶:KLOH , DJUHHZLWh this proposition, I would argue that 
artistic practices and contestations of citizenship, such as those I have discussed in this section, 
cannot be reduced to agonistic struggles understood as a battleground where critical artistic 
practices can play an important role in subverting the dominant hegemony (Mouffe, 2007). 
Contestations of modalities of citizenship in artistic performance take place in sensitive 
contexts of OLVWHQLQJWKDWDUHDNLQWR+DEHUPDV¶FRQFHSWXDOLVDWLRQRIWKHSXEOLFVSKHUH
as conversation between of intimate equals in the lifeworld. For example, the liveliness and 
intimacy of the spaces in which the film Wait is received and publicly discussed encourage, as 
ZHKDYHVHHQGLDORJLFIRUPVRIHQJDJHPHQWWKDWHIIHFWLYHO\DWWHQGWRWKHYRLFHRIWKHµRWKHU¶
(Stevenson, 2003: 50); Hayder felt valued and listened to when offered the opportunity to 
attend a public film screening and engage in an alternative debate about his experiences as an 
asylum-seeker in Britain. What I am arguing here is that artistic contestations about citizenship 
are as much about questioning the dominant hegemony (Mouffe, 2007) as they are about having 
alternative and intimate conversations about what does it mean to be excluded from the 
community of citizens and the rights to which they have access. These conversations are very 
different in nature to the type of conversations that take place in digital spaces (e.g., blogs; 
online forums) and the mainstream media because they require co-presence in public space. 
Such forms of imaginative engagement with art take place in what Charles Taylor (2002: 113) 
FDOOVDµWRSLFDOFRPPRQVSDFH¶; the act of coming together for a common purpose is crucial for 
nurturing participation in cultural dialogue within and beyond the ephemeral artistic event (e.g., 
attending a film screening or a performance). 
Thus, rather than lamenting the disappearance of civic spaces where citizens can interact with 
each other, as Dahlgren (2009: 114-115) does, I suggest that more attention is paid to the arts 
as a site of citizenship; that is, to what the arts have to offer to the understanding of forms of 
citizen engagement and participation in democracy. The performing arts, in particular, can 
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contribute a unique form of embodied and imaged knowledge to express and sustain the social 
imagination (Reinelt, 2001: 366) that deserves more empirical attention. As we have seen, it is 
not necessarily that the artists I interviewed seek to directly influence migration policy, or make 
explicit demands on the state for the rights of migrants and asylum seekers in the state-centred 
arena of politics. Rather, they seek to contest and disrupt established cultural understandings 
of µus¶FLWL]HQV and µthem¶QRQ-citizens) by creating spaces for the exercise of the creative 
imagination where it is possible to have new types of democratic conversations and challenge 
the terms of public debate on migration and asylum. Thus more attention needs to be paid to 
how artistic performances can be constitutive of practices of citizenship that are linked to less 
immediately perceptibly political acts (Mhurchu, 2016: 157), and to the ways in which artists 
and audiences can become deeply involved in the larger political practice of identifying, 
thematising and imagining anew the issues that the wider public will need to take up and 
deliberate on (see MacAffee, 2015: 277; see Habermas, 1989). 
 
Conclusion 
This paper suggests that citizenship can be understood as embodied and expressive practice by 
illuminating some of the ways in which citizenship is staged and contested in artistic 
performance. It highlights the role of voice in practices of citizenship by suggesting that to be 
DEOHWRSDUWLFLSDWHLQVRFLDODQGFXOWXUDOVSKHUHVSHRSOHQHHGWREHDEOHWRVSHDNLQRQH¶VYRLFH
to tell stories about themselves and others, and that people ± marginalized social groups, in 
particular - need more than narrative resources to speak up and be heard. The paper advances 
our understanding of the relation between voice and citizenship by arguing that an expanded 
notion of voice as a political act of self-expression, which is not purely discursive, is useful to 
the understanding of citizenship as embodied and communicative practice.  It is suggested that 
media, communication and cultural studies scholars interested in debates on citizenship have 
not paid sufficient attention to the performative dimensions of voice and the significance of 
artistic performance as a communicative practice for understandings of citizenship, and that 
this scholarship would benefit from entering into a more serious dialogue with scholarship in 
performance studies. In the empirical sections of the paper, I argue that the artistic 
performances of UK-based artists with a migrant or refugee background are an important site 
where the voices of marginalised subjects and groups (e.g., migrants, asylum-seekers, refugees) 
can be articulated, heard and valued. By applying tools and concepts from performance studies 
± e.g., ghosting, scenario ± I examine not only the conditions of production and reception of 
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the documentary film Wait and the play Welcome to Dreamland, but alVRWKHDUWLVWV¶VXEMHFWLYH
experiences of devising the film and the play, respectively. In so doing, I have shown that 
artistic performance can be a site of citizenship when artists use the resources the creative 
imagination and particular performance devices to make visible particular struggles for 
recognition and inclusion in the body politic. We have also seen that artistic performances can 
create  communicative spaces for contesting and disrupting established cultural imaginings of 
µXV¶ DQG µWKHP¶ DQG WKDW it is in such alternative communicative spaces that more dialogic 
IRUPVRIHQJDJHPHQWZLWKµRWKHUV¶DQGGHPRFUDWLFFRQYHUVDWLRQVFDQWDNHSODFH 
 
References 
Alexander, J. A. (2008) Performance and Power (Cambridge: Polity Press). 
Boal, A. (2000) Theatre of the Oppressed (London: Pluto). 
Butler, J. (2015) Notes Toward a performative Theory of Assembly (London and Cambridge, 
MA: Harvard University Press). 
&DEDQHV -9  µ7HOOLQJ migrant stories in collaborative photography research: 
3KRWRJUDSKLFSUDFWLFHVDQGWKHPHGLDWLRQRIPLJUDQWYRLFHV¶International Journal of Cultural 
Studies, https://doi.org/10.1177/1367877917733542 
Clarke, J., Coll, K. Dagnino, E. and Neveu, C. (2014) Disputing Citizenship (Bristol: Policy 
Press). 
&ROHPDQ6µ+RZWKHRWKHUKDOIYRWHV%LJ%URWKHUYLHZHUVDQGWKH8.JHQHUDO
HOHFWLRQ¶International Journal of Cultural Studies 9(4), 457±479. 
&ROHPDQ6µ(OHFWLRQVDV6WRU\WHOOLQJ&RQWHVWV¶Contemporary Theatre Review (25)2: 
166-176. 
 &RQTXHUJRRG'µ3HUIRUPDQFHVWXGLHVLQWHUYHQWLRQVDQGUDGLFDOUHVHDUFKThe Drama 
Review 46(2): 145-156. 
Couldry, N. (2010) Why Voice Matters (London: Sage). 
&KULVWHQVHQ DQG 7KRU  µ7KH reciprocal city: Performing solidarity²Mediating space 
WKURXJKVWUHHWDUWDQGJUDIILWL¶The International Communication Gazette 79(6±7) 584±612. 
19 
 
19 
 
Dahlgren, P. (2009), Media and Political Engagement ± Citizens, Communication, and 
Democracy (Cambridge; Cambridge University Press). 
'D\DQ'µ6KDULQJDQG6KRZLQJ7HOHYLVLRQDV0RQVWUDWLRQ¶Annals of the American 
Academy of Political and Social Science, Vol. 625: 19-31. 
Dreher 7  µ6SHDNLQJ XS RU EHLQJ KHDUG" &RPPXQLW\ PHGLD LQWHUYHQWLRQV DQG WKH
SROLWLFVRIOLVWHQLQJ¶Media, Culture and Society 32(1): 85±103. 
Diamond, E. (1997) Unmaking Mimesis: Essays on Feminism and Theatre.  New York: 
Routledge. 
Gilbert, H. and Lo, J. (2008) Performance and Cosmopolitics: Cross-cultural Transactions in 
Australasia (Houndmills and New York: Palgrave). 
*LOEHUW + DQG 1LHOG 6  
(GLWRULDO¶ Research in Drama Education: The Journal of 
Applied Theatre and Performance (13)2: 133-136. 
Gilroy, P. (1993) The Black Atlantic - Modernity and Double Consciousness (London: Verso).  
Habermas, J. (1989) The Structural Transformation of the Public Sphere (Cambridge: Polity 
Press). 
+DUWOH\-µ6LOO\FLWL]HQVKLS¶Critical Discourse Studies, 7:4, 233-248. 
+RUVWL .  µ:LWQHVVLQJ WKH H[SHULHQFH RI (XURSHDQ ERUGHULQJ :DWFKLQJ WKH
GRFXPHQWDU\ 8QGHU GHQ VDPPH KLPPHO LQ DQ LPPLJUDWLRQ GHWHQWLRQ FHQWUH¶ International 
Journal of Cultural Studies https://doi.org/10.1177/136787791774360 
Iannelli, L. and Musaró, P. (2017) (eds.) Performing Citizenship ± Public Art, Urban Design 
and Political Participation (Mimesis International). 
Isin, E. F. and Nielson, G. M. (2008) Acts of Citizenship (London: Zed Books). 
Isin()µ&LWL]HQVKLSLQIOX[7KHILJXUHRIWKHDFWLYLVWFLWL]HQ¶Subjectivity 29: 367±
388. 
Livingstone, S. and Lunt, P. (1994) Talk on Television: Audience Participation and Public 
Debate (London: Routledge). 
20 
 
20 
 
0D\EOLQ /   µ7URXEOLQJ WKH H[FOusive privileges of citizenship: mobile solidarities, 
DV\OXPVHHNHUVDQGWKHULJKWWRZRUN¶Citizenship Studies (20)2: 192-207. 
Marciniak and Tyler (2014) Immigrant Protest- Politics, Aesthetics, and Everyday Dissent 
(New York: State University of New York). 
0F$IHH1µ$FWLQJSROLWLFDOO\LQDGLJLWDODJH¶LQ'$OOHQDQG-6/LJKWHGVFrom 
Voice to Influence: Understanding Citizenship in a Digital Age (Chicago and London: The 
University of Chicago Press), pp. 273-292. 
0KXUFK~$1µ8Qfamiliar acts of citizenship: enacting citizenship in vernacular music 
DQGODQJXDJHIURPWKHVSDFHRIPDUJLQDOLVHGLQWHUJHQHUDWLRQDOPLJUDWLRQ¶Citizenship Studies 
20(2): 156-172. 
0RXIIH&µ$UWLVWLF$FWLYLVPDQG$JRQLVWLF6SDFHV¶LQArt & Research ± a Journal of 
Ideas, Contexts and Methods 1(2) Summer 2007 
http://www.artandresearch.org.uk/v1n2/mouffe.html. 
0XVDUz3µ7KHDUWRIGH-bordering ± How the theatre of Cantieri Metici challenges the 
lines between citizens and non-FLWL]HQV¶LQ/,DQQHOOL/DQG30XVDUyHGVPerforming 
Citizenship ± Public Art, Urban Design and Political Participation (Mimesis International), 
pp. 93-113. 
Pavis, P. (2003) Analysing Performance ± Theater, Dance and Film (The University of 
Michigan Press). 
Ranciere, J. (2009) Aesthetics and Its Discontents (Cambridge: Polity Press). 
5HLQHOW-µ3HUIRUPDQFHDWWKHFURVVURDGVRIFLWL]HQVKLS¶LQ605DLDQG-5HLQHOW
(eds.) The Grammar of Politics and Performance (London: Routledge), pp. 34-50. 
5HLQHOW -  µToward a poetics of theatre and public events: in the case of Stephen 
Lawrence TDR: The Drama Review 50 (3) (T 191): 69-87. 
Rovisco, (2010) µ5HIUDPLQJ (XURSH DQG WKH JOREDO FRQFHptualising the border in cultural 
HQFRXQWHUV¶ VSHFLDO LVVXH RQ µ*OREDO %RUGHUV¶ Environment and Planning D: Society and 
Space 28, 1015-1030. 
21 
 
21 
 
Rovisco (2014) µ&RPPXQLW\DUWVQHZPHGLDDQGWKHGHVHFXULWLVDWLRQRIPLJUDWLRQDQGDV\OXP
seeker issues in the UK¶LQ&DWDULQD.LQQYDOODQG7HG6YHQVVRQHGVBordering Securities: 
The Governing of Connectivity and Dispersion (London: Routledge). 
Schechner, R. (2003) Performance Theory (London: Routledge). 
Schechner, R. (2013) Performance Studies: An Introduction (Abingdon: Routledge).  
Stevenson, N. (2003) Cultural Citizenship ± Cosmopolitan Questions (Maidenhead: Open 
University) 
7DPEDNDNL 3  µ&LWL]HQVKLS DQG LQFOXVLRQ UHWKLQNLQJ WKH DQDO\WLFDO FDWHJRU\ RI
noncitizenship, Citizenship Studies, 19:8, 922-935, DOI: 10.1080/13621025.2015.1110285. 
7D\ORU&µ0RGHUQVRFLDOLPDJLQDULHV¶Public Culture 14(1): 91-124. 
Taylor, D. (2003) The Archive and the Repertoire - Performing Cultural Memory in the 
Americas (Duke University Press, Durham and London). 
7KRPSVRQ-%µ7KHQHZYLVLELOLW\¶Theory, Culture & Society 22(6): 31±51. 
Tyler, I. (2013) Revolting Subjects: Social Abjection and Resistance in Neoliberal Britain 
(London and New York: Zed Books).  
Wiles, D. (2011) Theatre and Citizenship ± the History of a Practice(Cambridge: Cambridge 
University Press).  
 
 
 
 
